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My work In the Master's Program

began with an explora-

t f on of materfals and questions about how form alters
concepts.

Dur Ing my f I rst year

fabricate sculptures from steel.
plaster, supported by a steel
of the steel

I

I earned to we Id and to

I also

armature.

made sculptures Jn
The tenstle strength

enabled me to make sculptures that Incorporated

space as an Important element.

I found the addition of space

added aspects different from those of my earl fer work In stone
and c I ay.

It became c I ear the forms created by f abr I cat Ing

steel pieces and Joining them had a more complex and ambiguous
sense of unity than the organic sense of wholeness found Jn my
earlJer work.

In my work Jn plaster I saw the potentlal of

using expressionistic surfaces without loslng the subtlety of
the form.
The addition of these new

materlals and processes

broadened my range of forms and my Ideas about sculptural
wholeness whf le Intensifying my curiosity about the effects
that form and materlal may have on meaning.

This became the

focus of my thesis.
In my thes Is work

I used severa I mater J a Is,

stone,

plaster, steel, and bronze, In order to explore the effect of
materlals on meaning.

The work Itself was confined to a

somewhat llmlted range of forms so the Interaction of forms

and meaning could be more &aslly perceived.
Al I of the pieces I made with this Intention could be
described as containing an expressive component and a reserved
component.

By expressive I mean forms that are characterized

by unexpected turns or angles, by something Idiosyncratic and
emot Iona I I y evocat t ve. . The reserved forms are character t zed
by a flatness of surface which expresses a kind of neutrallty, clarlty, and slmpltclty.

I chose these kinds of forms

f lrst because they appealed to me and second because they
contained a clear contrast that could be explored.

I found

almost lmmedlately that In the context of an expressive passage,

a reserved passage cou Id acqu I re a fee I Ing of h I dden

significance and potentlal expressiveness, and

In the context

of a reserved component, an express Ive area cou Id acqu I re an
unexpected clarlty and slmpl lefty.
Two of the steel sculptures, Journey (fig. 1, steel), and
Randy's Cross (fig. 2, steel), provided me with the opportunity to explore the subtletles of the Interactions between the
expressive and the reserved.
These sculptures bear an Important resemblance to each
other.

Both have reserved components; both have parts that

are expressive.
tinct.

Within each sculpture these forms are dis-

The sculptures are clearly related but affect us

dlfferently.
In

Randy's Cross the express Ive parts are rt g Id I y

connected
connection

to the
ts

most

reserved.
tenuous,
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Wh t I e

structura I I y th Is

vtsual ly

the

reserved

and

expressive components complete each other and restrict each
other.

In Journey, the connection of the expressive and the

reserved Is a I so tenuous, but here we perce Ive I ts f rag I I I ty.
The expressive areas seem to move away from support.
gives the expressive component motion relattve to the

This
sculp-

ture as a who I e and exaggerates the st I 11 ness of the rest of
the piece.

The unstable relatlonshlp of the reserved parts to

the ground contradicts this reserve and stab I I tty and also
animates the reserved components.
The methods of connection and the tnterrelattonshtp of
the parts that give the whole Its form provide two somewhat
stmtlar sculptures with very different effects.
Is stable, rigid, and contained.
and a

Randy's Cross

Journey ts unstable, active,

pecul far blend of the contemplattve and the tense.
The sculpture, The Cyrentan (fig. 3, steel),

Illustrates

aga In how a very sma 11 change t n the hand I Ing of the parts can
make a stgnlf lcant change In the effect.

The actual parts of

The Cyrentan have an unmlstakable resemblance to the parts of
the previously discussed sculptures, especially to Randy's
Cross.

However, these parts are not clearly separated as

expressive or reserved.

One forms flows Into another, or

twists and becomes the other.

This gives the entire sculpture

a sense of mob I I tty and expressiveness that ts essentlal ly
organic.

It ts not stable and rigid I Ike Randy's Cross, nor

contemplattve and tense I Ike Journey.

It seems Instead to be

an animated whole, rather than a col lectton of parts.
To explore the Influence
11 ar or related forms,

of different matertals on stm-

I made a series of pieces In stone,
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stee I and p I aster.

The resu I ts can be seen by exam t n t ng and

discussing two of these sculptures,

Ltttle Earth/Altar (ftg.

4, stone), and Dark Landscape (fig. 5, steel).

These pieces

resemble each other In having a broad, flat plane supported by
a pat r of 'I egs',

an area that rt ses above the p I ane, and an

emphasis on the space below and above that plane.
tn that the expressive area tn

They differ

Dark Landscape ts the twisting

sect ton that moves above the plane, wht le In Litt le Earth/
Altar the expressive areas are the untouched surfaces and the
tooled surfaces.
These pieces, whlle apparently having much In common,
actually approach the Idea of the expressive and the reserved
differently.

This Is partly the result of materials.

steel In Dark Landscape does not mimic something organic.
Is not obvtously expressive.

The
It

Yet the twisted section seems

expressive In contrast to the rigidity of the rest of the
sculpt·ure.

The cutting and bending results

controlled and premeditated effect.

In a less

This section's position,

supported and surrounded by the rest of the sculpture, causes
the very reserved forms to participate tn

Its expressive

message.
No area In Ltttle Earth/ Altar seems to be expressive at
f trst glance.

The entire shape ts clearly and stmply formed.

Yet the fact that parts of the stone are unhand led and other
parts are marked by tools gives to these surfaces, rather than
to the forms,

an expressive and suggestive feel Ing.

expressive feel Ing ts enhanced by the stone ttsel f.
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The

I think

the emotional

Impact of stone comes from tts strong associa-

tions both with nature and with men's making.
means nature.

Unworked, tt

Shaped, the form means man-made, and tooled,

the surface means labor and sweat.

Slmply because It has been

worked, even the most reserved of forms

can become expressive.

When I I ook at these p 1 eces as comp I ete works I see Dark
Landscape as natural, as a landscape with Its material adding
shadows of Ideas and feel lngs related to human creation and
destruct ton.

However, I see L lttle Earth/ Altar as man-made

In a basic sense. The natural essence of the stone accentuates
that It has been altered to embody a human meaning.
My sole

concluslon from working with this Issue Is that

material does alter In Important ways the connotations of
otherwise stmllar pieces.
material

The lnterrelatlonshlp

of form and

seems to be subtle and to depend In part on the

Inherent nature of our tact I le responses to form and materials.
Other questions of more secondary Importance to my thesis
work are best approached simply as visual effects.

In the

pieces Little Earth/ Altar Cf lg. 4), Maker Cf lg. 6, bronze),
and Swan Cf lg. 7,

plaster),

explored the effects of my

tactlle experience on my vtsual experience.

These pieces were

all formed as much through tactile decisions as through vtsuat.

This ts an area I wit I explore further In the future.
I am also Interested In what can be cal led the esthetlcs

of shadows.

Two pieces are concerned with this Issue, the

Reel In Ing Landscape Cf lg. 8, steel and plaster), and Litt le
Earth/ Altar.

In Reclining Landscape the entire dominant area
5

of the scu I pture Is above the v I ewer and In shadow.

My I nten-

t I on was to vary the Intensity of the shadows Just as one
varies the Intensity of I lght, using darkness as one might use
a high I lght.

I consider these to be tentative exploratlons,

Incomplete but Interesting.
The last question which actlvely concerned me grew out of
working In steel and look Ing at

the work of modern artists

I Ike Anthony Caro, David Smith, and Jul lo Gonzales.

Their

works appear to emphasize I lne and plane over form.

Space

often holds a dominant place. They have strong sf lhouettes.
Many of their pieces are concerned with the Juxtaposition of
reserved and expressionistic forms. Some of their works have a
strong sense of Immediate and unpremeditated hand I Ing.

ln-

1t I a I I y, I found the strong s 11 houettes arrest Ing, and the
highly visual, cal I lgraphlc nature of the pieces magnetic.
T~e

sense of I mmed I acy was a I so appea I Ing.

Some of these

works dealt with concerns In keeping with my thesis proposal
but approached them In different ways.
made three pieces by bending and cutting steel fragments, attempting to maintain a casual and spontaneous hand1 Ing of materials and

to make pieces containing strong shapes

made of space and emphasizing I lne, plane, and silhouette.

It

was absurdly easy to make pieces which temporarl ly held my
Interest through the use of a novel sf lhouette and
changes.

text~ral

Making pieces that sustained my Interest was far

more difficult.

A strong silhouette seems to be a good

beginning point, but It Is the subtle development of form
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through the continuous movement of st lhouette Into volumes
that Interact with each other as wel I as with the whole, which
creates a strong emot Iona I I mp act.
one stl 11
steel>;

holds some

Of the three pt aces I made

Interest for me,

Moonrise (fig.

9,

the others, Just as w Ith many of Caro's and Smith's

works, soon lost their Interest for me.

The sole emphasis on

st lhouette In some of their pieces Is soon fully explored by
the mind and the eye ceases to see It.

Those pieces of Caro's

and Smith's that do maintain my Interest are activated by a
complex and changing sllhouette.

The surfaces themselves are

rarely Interesting; their flatness Is a kind of neutrallty
generally without strong emotlonal lmpl lcatlons.
Usually sculpture that emphasizes llne and plane ts less
emotionally lnvolvlng than work In which form dominates. Gonzales' work, which appears to contradict this statement, does
contain pronounced elements of form but on an extremely abbreviated level, much as we f Ind In a Giacometti f lgure.

My

Interests and concerns requ I re a comm ltment to work Ing w Ith
form.

I have become Intensely aware of the dtfftculty of

creating subtle forms In fabricated steel pieces.

This ts an

Important weakness In my steel sculptures.
My approach to my thesis work described to this
po Int seems st mp I e and stra I ghtforward.

In actua I fact, an

event occurred which affected both the forms In my work and my
understanding of my alms In making sculpture.

This event

concerned a friend of mine, a man named Randy Freels.
Is a remarkable man with a remarkable body.
handicapped.

Randy

He Is severely

His body Is not symmetrlcal and he Is totally
7

helpless.

He Is physically both frightening and beautlful.

Despite his harrowing physical

llmltatlons,

Randy Is a man of

Intel I fgence and wl 11,

and

love for the rest of us.

He

graduated from Portland State University with honors,

has

great spirit.

He has a relentless

an astonishing compassion and

coached basketba 11 teams,
band, and

wr ttten songs and managed a rock

ts a published author.

In the summer of 1982 Randy spoke to me of his growing
weakness.

Since I have known Randy a long time, the possl-

btl tty of his early death ts not new to me.
of the rea It ty of ht s eventua I death

Randy.

recognition

moved me to beg t n carry-

1 ng out an t dea I have had for a few years.
a series of

But

I wanted to make

works that as a group comprised a portrait of

Different pieces were to speak of different aspects of

his nature, his torments,
began

work

on

a

and his strengths.
ser I es

of

p I eces

about

Randy,

In

addition to working on pieces related to my thesis proposal.
The work

In plaster focused on Randy.

Swan, and Rec I In Ing Landscape,
experience

drawing

him

In two of these works,

I re It ed on my severa I years

because

I

already

had

a

love

fasc t nat ton for the abstract qua I It I es of ht s body.
body Is I Ike a fragment of she I I found on the beach.
white,
strong

nearly translucent,
and

brittle.

strange

Like

the

scoured down to an essential
significance.

Plaster,

In

Its asymmetry,

shell,

he

seems

and

Randy's
It 1 s
at once

something

but mysterious and ephemeral

white and

fragile,

shares Randy's

utter vulnerabl I tty, a nakedness which encompasses both his
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body and mInd and Is hard to look at. I wanted my p feces to be
Intensely expressive of

that

strength which transforms It.

vulnerablllty,

and

of

the

The plaster gives this.

Its

surface ls capable of evoking the Intensity of Schlele, or the
scrapings of

Munch.

I made a piece In steel, Randy's Cross, which combined
the concerns of my thesis with my Interest In Randy.

Later, I

returned to the plaster with the sculpture, Randy/ Ascension,
(fig. 10, plaster).

In this piece I again focused on Randy.

As my thesis work

drew to a close I reviewed the

results.

I saw to my surprise not two Intentions but one.

The work

leaned at times to more personal and expressive

concerns, and at other times to formal Issues, but It stl 11
was one body of work.

I found that the most subjective and

emotional of my pieces, and the one most strongly Involved
with Randy as an lndlvldual (Randy/Ascension),
of the basic concerns of my thesis proposal.

contains some
Despite the

f lguratlve and narrative aspects of the piece and the
expressive Intentions In the hand I Ing of the surface, the
form ls forced to conform to an altered frame.

Even though

this form reflects In fact some of the shapes of Randy's body,
It reflects also the desire to use the abstraction of his body
with a concern about expressive forms, reserved forms, and
meaning.
Looking at the pieces developed through formal concerns, I
real I zed The Cyrenlan Is another kind of cross In which man
and cross are one;

It Is an Image of Randy.

piece concerned with lnstabll lty and wll I.
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Journey Is a

Randy's forms are

In It, as they should be.

I had In fact expressed my love for

Randy as an Important part of the work I d Id In the Master's
program,

utilizing the formal and esthetlc Issues to further

my emotional Intentions.

This reflects an aspect of myself

which I mistakenly have regarded as somewhat perfpheral In my
artwork, but which I now know Is not.
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Journey (fig.

1, steel)

Randy's Cross (fig. 2, steel)

The Cyrenran Cffg. 3. steel)

Ltttle Earth/ Altar Cf lg. 4, stone)

Dark Landscape (fig. 5, steel)

Maker Cf lg. 6, bronze)

Swan Cf lg. 7,

pl~ster)

Recllntng Landscape Cffg.

8~

steel

and plaster)

Moonrlse Cflg. 9, steel)

Randy/ Ascenslon Cf lg. 10, plaster)

